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THE ART OF STAINED GLASS

THE value of a living tradition has never been

more clearly shown than in the process which

began in the Sixth Century by the setting of

small pieces of translucent glass into windows

with stucco or cement to form geometrical patterns of

rich colour and which culminated in the i 3th Century

with such glories of vibrating harmom as at Chartres

or Bo urges.

Although glass was made and moulded by the

Egyptians 7000 B.C., it was not until the beginning of

the Christian era that white glass, called crystal, was made

and used for windows. This development was neces-

sarily slow because in Egyptian times glass was as

precious as real jewelry. A piece of ruby glass and

a genuine ruby might both be used in the same

ornament and were of equal worth.

Architecture and Art always reflect the spirit and

characteristics of their age. Compare the rugged

severity of Norman architecture with the devotional

atmosphere of medieval cathedrals of the 1 3th and 14th

centuries, the period of monasticism and deep religious

fervour.

After the 1 £th Century the tradition began to be

submerged by the decadent materialism of the Renais-

sance, a period of luxury and extravagance. This



decline was further accentuated by the discovery of

chiaroscuro and perspective, which further emphasised

the materialistic outlook. It is important that a

stained ^lass \\ indow should be complementary to the

architecture and should never be allowed to

dominate it.

Opinions and theories of Art may vary but all

agree that a craftsman's prime concern is to unfold

the beautv of the material with which he is working.

Glass is translucent and has a brilliance of colouring

peculiar to itself. No other mineral can play with

light as its companion as does the glorious colouring

of stained glass and no other form of Art can achieve

this same compelling beautv.

There was an important revival of stained glass in

Hngland in the second quarter ot the 17th Century

chiefly by Haptista Sutton and the Van Linges at Oxford.

Later in the century from 1687 onwards Henry

Gyles was working at York. In the 1 8th Century,

the three Prices and William Peckitt maintained the

tradition at Oxford, York and London. In 1 766

Peckitt painted the great West Window of Exeter

Cathedral, now destroved. These men almost carry

us on to the time ol Lginton at Birmingham and Betton

and Evans at Shrewsbury who renewed in the gothic

technique the old Winchester College glass sent to them

for repair. This was in the 1820's. In 1838 Wailes of

Newcastle began to revive gothic glass in a crude

lorm. In this year Charles Winston, barrister,

archaeologist and connoisseur of glass, approached

James Powell, owner of the Whitefriars Glass

Works, and samples of medieval glass were chemical!)



ST. MARY'S CHURCH, GREENHITHE
West Window of South Aisle

Whiti friars Studios



analysed. This knowledge enabled Powell to

develop a range of colour and quality which rivalled, and

indeed in some ways surpassed, the brilliance of medieval

glass. The beauty of the new material attracted the

interest of the finest craftsmen of the day. Rossetti

and Burne Jones were amongst those who then designed

Stained Glass Windows for the Whitefriars Studios.

We can see today that, although their designs were

an improvement, they had not entirely broken free

from the ' * greenery yallery
'

' fashion and other strong

mannerisms of the period.

Meanwhile much good glass had been produced

during the 1 9th Century as well as a flood of second

rate and bad. Hardman worked from Pugin's designs

and in i8c^ Clayton and Bell set up and later produced

some admirable work. Then came Kempe and Grylls

and subsequentlv Comper. After them came Travers

who from a slightly different angle brought back an

architectural fitness with his great sense of design

and fine understanding of economy of means.

But the greatest achievements of the period were by

James Hogan of Whitefriars. His magnificent windows

for Liverpool Cathedral, conceived with guidance from

Sir Giles Gilbert Scott, and his outstanding windows

for St. Thomas' Church, New York, prove that the

finest tradition of Stained Glass has been truly redis-

covered and is once more a living Art that can compare

with the finest medieval work. Nowhere is this

tradition more alive today than in the Whitefriars

Studios where a group of artists and craftsmen under

the leadership of the chief designer, E. Liddall Armitage,

are upholding our national prestige in the tradition of
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Whitefriars Studios

LIVERPOOL CATHEDRAL
Part of Lady Chapel Window designed bv
James H. Hogan, R.D.I. , in collaboration

with Sir Giles Gilbert Scott, O.M., R.A.



the craft amongst the cultured races of the world.

In this endeavour they have the advantage of actually

making their own glass— a position unique in the world

today where the chemist, the glassmaker and the artist

co-operate in producing whatever colour the harmonx

of the design dictates. Each week visitors to the

Whitefriars Studios from all over the world see and

handle a range and variety of hand made coloured glass

that has never been equalled.

After the first world war the formation of Diocesan

Advisory Committees under the guidance of the Council

for the Care of Churches was a check to the commer-

cialisation of ecclesiastical craftwork. Today it is

almost impossible to get commercialised work into our

Churches. This purifying influence owes much to the

unselfish and indeed self sacrificing devotion of Dr.

Eeles, O.B.E., D.Litt., F.S.A. Scot., F. R. Hist. S., the

Hon. Secretary ot the Council, and an account of the

history of modern glass would be incomplete without

an acknowledgment ot his work.

Herbert Read has described Art as a
u

Visual com-

munication of feeling within agreed terms of reference."

In much modern Art these terms seem to have become

somewhat contused. Self expression has been em-

phasised rather than a humble and anonymous reverence

tor the highest aspirations of mankind. Technical

accomplishment has been valued above spiritual signifi-

cance and aesthetic appreciation. Herein lies the

value ot tradition. In the finest windows of the

medieval period we feel a sincerity that is often lacking

in modern work of possibly equal technical abilitx.

The lessons of tradition contain not only technical

guidance but also spiritual. The creation of beauty is

conditioned by faith.
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GLASGOW CATHEDRAL

Grisaille Window designed in collaboration
with Professor Richardson, R.A.

Wbitcfriars Sfudtof



Whitefriart Studio r

ST. MARK'S CHURCH, BROMLEY
East Window



Whitefriars Studios

LINCOLN'S INN

Part of large South Window, Great Hall
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MARSDEN CHURCH, YORKSHIRE

North \isle Window
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Whitefriars Studio t

ST. THOMAS'S CHURCH, NEW YORK
Part of large 5-light Clerestory Window

li



Wbitefriars Studios

ST. MARK'S CHURCH, REMUERA, NEW ZEALAND
Full size drawing of figure in East Window

12



RECENT COMMISSIONS UNDERTAKEN BY THE WHITE-

FRIARS STAINED GLASS STUDIOS INCLUDE WINDOWS

FOR THE FOLLOWING :—

Great Britain

Liverpool Cathedral

Glasgow Cathedral

Ely Cathedral

House of Lords Debating Chamber

Temple Church, London

Lincoln's Inn, Great Hall, etc.

Dulwich College Chapel

Sherborne Abbey

Overseas

St. Thomas' Church, New York, U.S.A.

All Saints' Episcopal Church, Beverly Hills, U.S.A.

Cairo Cathedral

Newfoundland Cathedral

St. Cyprian's Cathedral, Kimberley, South Africa

Trinity College School Chapel, Port Hope, Ontario

St. Peter's School Chapel, Cambridge, New Zealand

St. Luke's Church, Wadestown, New Zealand
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JAMES POWELL & SONS

Whitefriars Stained Glass Studios

TUDOR RD., WEALDSTONE MIDDX.

EKGLAND

Harwood Press Ltd., Harrow.


